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             ABSTRACT 
This analysis examines Jonathan Harvey’s seminal electroacoustic work, Advaya, for 
cello, electronic keyboard, and electronics. The paper is divided into three sections: a 
survey of Harvey’s writing for cello; a harmonic analysis; and a performance-based 
analysis. In the first section, I discuss his unique style of cello writing and certain 
techniques he uses to expand the available palate of colors that can be obtained from the 
instrument. For the second section I examine the various ways in which Harvey builds 
musical constructs based on the spectrum of the cello’s A string (220 Hz), and the 
overarching harmonic structures of the work. In the final section, I discuss issues that 
arise from the point of view of a musician preparing the piece for performance along with 
a pedagogical discussion of the extended techniques used, accompanied by companion 
videos. This paper is intended for cellists, musicians, and non-musicians alike as a 
springboard for further investigation into the incredible and underrated music of Jonathan 
Harvey.  
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CHAPTER 1: JONATHAN HARVEY AND THE CELLO 
 
 Jonathan Harvey (1939-2012) is one of the most important English composers to 
emerge in the latter part of the 20th century. His music is performed across the world by 
leading ensembles such as Ensemble Modern and Ensemble Intercontemporain. Several 
major orchestras have commissioned works by him, including the Berliner 
Philharmoniker and the BBC Scottish Symphony Orchestra He received doctorates from 
the Universities of Glasgow and Cambridge, and was a Harkness Fellow at Princeton 
(1969–70), where he studied with Milton Babbitt. During his career, he held teaching 
positions at the University of Sussex as well as Stanford University. Harvey holds a 
unique place in the realm of post-modern composers due to his eclectic nature; he was 
influenced by a wide range of composers, and incorporated many different styles and 
techniques such as serialism and spectralism into his music, while not holding steadfast to 
any one approach in particular. According to Harvey, “I am not a monolithic composer. 
For instance, I don’t think I could ever write much that is purely spectral as some French 
composers do. I would always want to flirt in and out of the spectral thought, back into 
intervallicism or atonality or whatever. I like that.”1 His diverse musical influences 
include Olivier Messiaen, Karlheinz Stockhausen, Benjamin Britten, Milton Babbitt, and 
Pierre Boulez, as well as spectral composers such as Gérard Grisey and Tristan Murail.  
Throughout his life Harvey sought to imbue his compositions with ideas and 
philosophies from his religious practice, which embraced both Christianity and 
                                                
1Palmer, John. “A Conversation with Jonathan Harvey.” 20th Century Music 5, no. 8: 8. 
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Buddhism. He was heavily influenced by his youth as a chorister in St. Michael’s College 
in Tenbury, where he immersed himself in organ music and Christian mysticism. He later 
developed a practice of Tibetan Buddhism and Vedic mediation. These religious 
experiences had a great impact on Harvey’s compositional method and oftentimes 
manifested themselves directly in his music. One of his core beliefs was the 
“transcendence of dichotomies”, a central tenet of Buddhism, which he described in the 
following way: 
 “In an important sense, in fact, a dualistic subject/object distinction is 
inappropriate when dealing with music. For music is intimately concerned with 
transcending that dichotomy, with healing Descartes’ ontological separation of self and 
the world and Kant’s epistemological separation of self and certain knowledge, both 
formative of today’s dominant paradigms (and difficulties).”2 
 After studying with Babbitt at Princeton, Harvey accepted an invitation to work at 
the newly-formed IRCAM research center in Paris in 1980. There he would compose the 
electronic tape work Mortuos Plango Vivos Voco. The cutting-edge technologies 
available for electronic music at IRCAM would have a great impact on Harvey, and he 
would go on to realize several more electronic compositions there throughout his career. 
Such works include Bhakti (1982), Ritual Melodies, (1990), Tombeau de Messiaen 
(1994), Advaya (1994), and String Quartet no. 4 (2003). 
 Harvey has a wide and varied compositional output, but his works for cello hold a 
                                                
2 Harvey, Jonathan. In Quest of Spirit-Thoughts on Music, Berkeley, CA: University of 
California Press, 1999. 
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special place, not least because he was a cellist himself.  Harvey considered the cello to 
be “the most human of instruments - it looks human and it speaks with every aspect of 
the human voice, masculine, feminine, powerful, tender, poetic, exclamatory.”3 There are 
several works for solo cello, including Curve with Plateau (1982), Ricercare una Melodia 
(1984), Chant (1994), Three Sketches (1989), a Cello Concerto (1990, rev. 2005), and the 
subject of my analysis, Advaya (1994). 
 In order to fully appreciate the significance of Advaya within the cello repertoire, 
one must consider Harvey’s total compositional output for the cello, as well as his 
expansions and explorations of different cello techniques.  In addition to his solo works, 
the cello features prominently in many of his major chamber music works. Harvey spent 
some of his formative years as a musician performing in a string quartet. While he never 
pursued a full-time career in cello performance, the experience certainly had great deal of 
influence on his musical and compositional style. During his studies, he met a young 
violin player named Irvine Arditti while they were both playing in an ensemble that 
specialized in electroacoustic music. The two developed a friendship which led to a 
quartet commission: Harvey’s String Quartet no. 1 was the first piece to be written for the 
newly formed Arditti Quartet. Harvey ultimately dedicated all four of his quartets to the 
Arditti Quartet, who have become one of the most iconoclastic ensembles of the late 20th 
and early 21st centuries, constantly redefining what is possible in the genre. No doubt this 
relationship between the quartet and the composer has been mutually beneficial and 
                                                
3 Harvey, Jonathan.  Liner notes to Jonathan Harvey, Music for Cello, Frances-Marie 
Uitti Etcetera KTC 1148, CD, 1993. 
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fruitful. 
 Harvey continuously pushed boundaries in his cello writing in the context of both 
solo and chamber works, exploring many different textures, techniques and sonorities. 
My aim here is to describe the unique idiosyncrasies found in his cello writing, 
supplemented by brief video links demonstrating the different sounds used throughout. In 
this chapter, I will discuss the various challenges presented in the solo repertoire, and will 
also describe Harvey’s treatment of the cello in various chamber settings. 
 Throughout Harvey’s compositions for cello, several threads emerge that loosely 
tie the pieces together. First is a focus on lyricism and melody. Harvey always maintained 
a keen sense of melody throughout his compositions, even as he traversed numerous 
different styles. The cello’s propensity for lyrical expression is fully present in all of his 
solo pieces. Another overarching attribute is the display of virtuosity. Two of these 
pieces, Chant and Three Sketches, were written for the world-renowned cellist Frances-
Marie Uitti. Among many things, she is famous for pioneering a two-bow technique, thus 
enabling the cello to play four-part harmonies. She is also well-known for playing with 
scordatura, a technique in which one or more of the strings are altered from their original 
tuning. Both of the aforementioned pieces use quite unusual tuning changes.  
 The first piece I would like to discuss is Three Sketches, which was composed in 
1989. Among all of Harvey’s solo works, this is by far the most challenging and athletic 
piece, placing enormous technical demands on the performer. This piece also uses a 
unique and striking tuning: The G string is removed and replaced by a D string. In the 
second movement, both D strings are tuned down 1/5th tone, and in the third movement, 
  5 
the second D string is tuned down to C, while the C string is tuned down to B-flat. This 
tuning opens up the cello up to many new sonic possibilities. To write convincingly for 
the cello in such an altered state takes a very deep understanding of the instrument and all 
of its idiosyncrasies, as is reflected in the passage below. Harvey, being a cellist himself, 
is uniquely suited to this task.  
 
Example 1: J. Harvey, Three Sketches. Unique sonorities presented by the scordatura and 
string substitution. 
 
Harvey takes full advantage of the fact that there is no G string; the tremolos at the end of 
the second line would be impossible to fit under the hand under a normal tuning, but 
since the C and D strings are adjacent here, this is quite easy to execute. Similar passages 
are found in the third movement: 
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Example 2: J. Harvey, Three Sketches. Double-stop passages presenting new harmonic 
possibilities. 
 
The passages of parallel major seconds and major ninths require the cellist to bar 
the string and emulate the hand position as if one were playing fifths under normal 
tuning. The richness and complexity of the newly created sonority is apparent here. “The 
cello assumes several roles, mostly distant from the high-art lyricist of the nineteenth 
century: rough rhythmicist, folkloric peasant, baroque viol, ethereal spirit, gourmet of 
acoustic curiosities.”4 The cello here is not only transformed literally with scordatura, but 
chronologically and temporally as a post-modern minstrel with a satchel full of sonic 
peculiarities.  
 Another example of radical tuning changes is Chu (2002) for mezzo-soprano, B-
flat clarinet doubling on contrabass clarinet, and cello. This piece features a rather 
explicit and programmatic influence of Harvey’s spiritual beliefs, as the text is sung in 
Tibetan, taken from the traditional Tibetan prayer, Praise in Twenty-One Homages to 
                                                
4 Harvey, Jonathan.  Liner notes to Jonathan Harvey, Music for Cello, Frances-Marie 
Uitti Etcetera KTC 1148, CD, 1993. 
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Tara. The rough, low sounds of the contrabass clarinet and the de-tuned cello strings 
represent the wrathful aspect of the goddess Tara, in which she stomps on the destructive 
forces of the universe to protect her people. The piece requires two G strings (one in lieu 
of a C string), both of which are tuned down an octave. This tuning can produce some 
striking effects. Since the tension of the string is dramatically reduced, the player is 
capable of bending the pitch of the open strings simply with gradations of bow pressure 
and dynamics. 
 
Example 3: J. Harvey, Chu. Alteration of pitch due to bow pressure and location. 
The lower half of the cello is essentially transformed into a percussion instrument; the 
lower strings will rebound off of the fingerboard with a jeté bow stroke (bouncing the 
bow on the strings with a vertical motion), and the Bartòk pizzicato will produce little 
discernible pitch due to the slack strings. The resultant sound will be mostly noise. 
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Example 4: J. Harvey, Chu. Percussive sounds on the low G string.  
 
This bifurcated cello of sorts gives us an interesting vantage point into Harvey’s 
compositional technique and approach to cello writing. The top two strings are tuned 
normally, and function as the melodic and harmonic source material, while the bottom 
two strings function as a spectrum of timbre based on non-harmonic elements. Thus two 
radically different sonic agencies emanate from the same instrument, perhaps a 
metaphorical reference to the transcendence of duality and the escape from the division 
of the subject versus object.   
 
Example 5 J. Harvey, Chu. Cello rising to match the pitch of the cymbal. 
  9 
In the example above, we can clearly see Harvey’s harmonic processes being realized on 
the cello. The first two lines feature a melodic figure derived entirely from the natural 
harmonics of the A and D strings, while the second two lines feature a glissando-tremolo 
from the low G string all the way up to a high indeterminate pitch, which matches the 
cymbal played by the soprano. Here we have the spectra of the A and D strings used 
linearly as the basis for a melody, along with the timbral transformation and modulation 
from the de-tuned cello strings to a resonating cymbal. This timbral fusion is reminiscent 
of a passage from Harvey’s well-known electronic composition, Mortous Plango, Vivos 
Voco. In that piece, the sound of the bells of Winchester Cathedral and a vocal recording 
of his son (who was a chorister at the church) are transformed so that one sound 
seamlessly transforms into another. Here in Chu is an acoustic recreation of this 
compositional process; the cello matches the cymbal in pitch and becomes a coloration of 
the overall sonority. The two sounds blend together to create something greater than the 
sum of their parts. 
 
“Indeed the fascination with spectral thinking is that it can easily turn into melodic 
thinking: there is a large borderland of ambiguity to exploit. It is not a question for me of 
forsaking harmony and regarding everything as timbral, rather that harmony can be 
subsumed into timbre. Intervallicism can come in and out of spectralism, and it is in the 
ambiguity that much of the richness lies.”5 
 
                                                
5 Harvey, Jonathan. “Spectralism” Contemporary Music Review 19:3, 11-14 (2000). 
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Next among Harvey’s solo cello works are Curve with Plateaux (1982) and Chant 
(1994, composed also for Frances-Marie Uitti). These two pieces contain several 
different expansions of cello technique and sound. Curve with Plateaux was Harvey’s 
first piece for solo cello. His mastery of writing for the instrument is already evident. 
Here we find several unpitched, noisy sounds that complement and ornament the melodic 
figures: 
 
Example 6: J. Harvey, Curve with Plateaux.  
 
The fingernail buzzing against the string is perhaps meant to imitate a tamboura, a drone 
instrument used in Indian classical music. The form of the piece is rather aptly 
prescribed; the “curve with plateaux” refers to the general shape of the register over the 
course of the piece. Here we see the first instance of what is to be a common refrain in 
Harvey’s cello music: the ‘altissimo’ register on the cello. Harvey uses notes far beyond 
those produced at the end of the fingerboard to produce a haunting, ethereal tone color. 
This type of playing is extraordinarily difficult to execute. A cellist typically relies on 
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muscle memory to form a particular hand shape to correspond with the part of the cello 
he is playing, but in this extreme register, the notes are so close together that the 
traditional hand positions don’t really help the cellist to navigate. One also has the extra 
problem of accumulating rosin dust on the fingers, which can inhibit them from moving 
around properly. It is certainly possible, however to play the following passage in tune 
with the proper amount of preparation. This type of writing would be very difficult to 
master for a composer who didn’t have such an intimate knowledge of the instrument as 
Harvey does. (Notice the 15va!) 
 
Example 7: J. Harvey, Curve With Plateaux. “Altissimo” register 
 
  12 
The “altissimo” register explored in Curve with Plateaux reappears in several chamber 
works, most notably in Harvey’s second string quartet. The second quartet, which was 
composed in 1988, features an impressive amalgamation of different styles and 
aesthetics. 12-tone serial melodic chains are used, as well as complex webs of metric 
modulations and spectral microtonal sonorities. The cello plays a prominent role in this 
piece, as demonstrated in the score example below. Beginning in measure 142 is a very 
similar “altissimo” passage to the one found in Curve, but now with a string quartet 
accompaniment. The effect is extremely disorienting, as the cello’s register is over three 
octaves higher than the first violin’s at the beginning of this passage. Here again, the 
cello is used in a completely new way. Harvey uses the frail, tenuous sound of the cello 
in its highest register to greatly increase the dramatic effect of the music.  
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Example 8: J. Harvey, String Quartet No. 2, mm. 142-146 
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Chant (1994) further explores the realm of scordatura. In this piece, the C string is tuned 
up to C#, the G string goes down to F#, and the A string is tuned down by a quarter tone 
(50 cents). 
 
Example 9: J. Harvey, Chant, opening. 
 
The combination of the de-tuned strings with distortion added by the sul ponticello is 
reminiscent of electronically processed sounds. Since three of the four strings are not in 
their standard position, the natural resonance of the instrument is altered significantly.  
This disconnects the instrument somewhat from its history in common-practice western 
music, and brings it much closer in aesthetic to a Buddhist ceremony in Tibet than a 
sound lab in Paris.  As the title would suggest, this piece is meant to invoke a scene of 
religious incantation. The drone-like C# harmony contrasts with sometimes violent 
harmonic outbursts.  Harvey thoroughly explores the microtonal possibilities of the de-
tuned A string, using the natural harmonics of the cello to create striking dissonant 
harmonies.   
Throughout Harvey’s solo cello works, the cello plays many roles, but however 
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disparate from each other the pieces may be on the surface level, they may be viewed 
together as a larger unit with several binding threads. Harvey’s fascination with timbral 
exploration perfectly melds with the rich sonic palate of the cello; he is constantly 
striving for new ground and pushing the limits of the instrument. Overall, Harvey 
stretches the range of the cello into the extreme high and low registers, a six-and-a-half 
octave span in total. He also deconstructs the instrument with various tuning changes and 
string replacements, and explores percussive and unpitched sounds. The lyrical aesthetic 
of Harvey’s cello writing sounds vaguely familiar yet refreshingly new and radically 
transformed from the past. 
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CHAPTER 2:  HARMONIC ANALYSIS OF ADVAYA 
 
 
 
In contrast to the other solo pieces for cello by Harvey, Advaya stands apart for 
many reasons. First is the length and scale of this work: at 23 minutes long, it is one of 
Harvey’s longest pieces for small ensemble. Also, Advaya can be seen as a culmination 
of both his electronic music synthesis and instrumental writing. It is a monumental piece 
within the electroacoustic cello repertoire.  As of 1994, Advaya’s year of composition, the 
number of works extant for cello and electronics was comparatively thin, perhaps due to 
the lack of technology available and the overall level of difficulty of writing such pieces 
with limited computing power. Several electroacoustic pieces from before this time 
nonetheless stand out that undoubtedly influenced Harvey, if only in a tangential manner. 
These include Brian Ferneyhough’s seminal Time and Motion Study II for cello and 
electronics (1976), and Petals by Kaija Saariaho (1988). The two composers have 
radically different aesthetics, but their pieces have commonality in that the narrative of 
the work is dramatically altered by the use of live processing to augment the sound. Also, 
the introduction of the electronic element fundamentally changes the temporal nature of 
the work. Music, by definition, must be a function of linear time; the arrow inexorably 
points in one direction. With the addition of real-time processing, though, material that 
has come before is recorded, altered, played back, and recombined with material the 
cellist is playing. This new approach attempts to break from the traditional teleological 
orientation of western music, and shift towards a more integrated approach where the 
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listener’s attention is focused on the eternal now. Several previous examples of this 
technique include pieces such as Treize Couleurs du Soleil Couchant (1978) by Tristan 
Murail and La lontananza nostalgica utopica futura (1988/89) by Luigi Nono. 
Throughout Advaya, Harvey reimagines and recreates the notions of what a solo 
cello piece can be. We are quickly confronted with several paradoxes: 
 
“Advaya is a first-century Buddhist term meaning ‘not two’, and it points to the 
transcendence of duality. We conventionally harbor the illusion that things exist naturally 
in their own right. Buddhism shows that ultimately this is untrue, and even the subjective 
‘self’ is an ‘empty thing’ in the same way. All objects are the coloured illusions of a false 
duality.”66 
 
 There is not only a new approach to writing a solo cello piece, but an ontological 
investigation on what it means to do so. In Advaya, every sound presented to the audience 
is derived from the cello in one way or another. The piece is scored for cello, sampler 
keyboard, tape, and live electronics. All of the sounds on the pre-recorded tape, as well as 
all of the sounds programmed into the sampler keyboard, are originally generated from 
the cello, albeit heavily processed in some cases. Thus the composer is redefining the 
terms of the ensemble; is it a solo or a duet? In addition to the cellist, a performance of 
this work requires a keyboardist and an audio engineer, yet the only sounds heard are 
generated from the cello. This is one of many ways throughout the work that Harvey’s 
                                                
6 Harvey, Jonathan. Advaya, 1994. London, Faber Music Ltd, 2001. 
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notion of the transcendence of dualism manifests itself on the surface of the music.  
Another aspect by which Harvey strives to bring unity to the musical work is 
through the harmonic structure of the piece. In Advaya, the harmonic content is derived 
from the partials of the open A string (220 Hz). This is clearly demonstrated in the 
opening bar. The very first gesture is a harmonic glissando from the highest possible note 
down to the fundamental, which in this case is the open A string. While the glissando is 
taking place, the cellist is instructed to bow sul ponticello, further emphasizing the higher 
partials.  
  
  19 
Figure 1: Overtones of the A string up to the 64th partial, with deviations from 12-tone 
equal temperament expressed in cents:7 
 
 
                                                
7 Sabat Marc, von Schwienitz Wolfgang, “The Harmonic Series” 1-64”, 2005, Accessed 
4/15/2018. http://www.marcsabat.com/pdfs/HS64.pdf 
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The partials of the A string function here as a reservoir of possible sonorities, not 
necessarily representing any tonal function.  
 
“The tonal system, unlike spectralism, exists in a temporal context. The imperatives of a 
tonality confer a sense of temporal drive, however weak the rhythmic dimension, towards 
the goal of resolution, the goal of return after deviation. This is because the hierarchy of 
components is so compelling: the nature of the dominant, subdominant, mediant is so 
easy to understand.”8 
 
Instead of a hierarchy based on tonal function, we have a hierarchy of spectra. 
The same over-arching principles can explain both of these phenomena. In tonal music, 
the key areas most closely related to the tonic are the dominant and subdominant, both of 
which have roots a perfect fifth away. The major triad can be explained by the harmonic 
series; after the octave, the lowest partials in the series are the perfect fifth and the major 
third. The simplest ratios are the most consonant, and thus have more structural 
importance and weight compared to intervals higher in the overtone series. If one thinks 
in terms of combining spectra, one can then conceive of the major scale as the summation 
of the first, third, and fifth partials of the tonic, subdominant, and dominant. Spectra may 
also be manipulated and combined to produce any number of complex sonorities in an 
organized way. 
                                                
8 Harvey, Jonathan. "Spectralism." Contemporary Music Review 19, no. 3 (January 1, 
2001): 11-14. 
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There are several compositional techniques for generating and manipulating 
harmonic spectra that Harvey employs. Using an analysis-resynthesis program developed 
at IRCAM (where the electronics for this piece were realized), one can capture a sound 
and then recreate it with a wide range of alterations. Here Harvey takes the original 
source material, the A string of the cello, and adds a fixed value to each of the first 40 
partials in the spectrum, thus compressing or expanding it as follows.  This fixed value 
derives from the frequency of the fundamental pitch, which in this case is 220 Hz. 
Harvey then adds several different fractional values of the fundamental (f) to generate the 
harmonic material. Some examples are 1/2f, 1/4f, and 1½ f. What essentially happens in 
the first case is that by adding half of the value of f to every partial, the partials are being 
modulated to a harmonic spectrum whose fundamental is down an octave, bringing the 
higher overtones down into a more audible range. For example, the cello’s A string is 
tuned to the pitch A3 (220 Hz). If one adds 110 to the 2nd partial of the A string (440 Hz), 
the result is 550 Hz (C#5), which is the 5th partial of A2 (110 Hz). Similarly, if one adds 
110 to the fourth partial of A3 (880 Hz), the result is 990 Hz (B5), which is the 9th partial 
of 110 Hz. The pitch classes comprising the spectrum of A have not changed, but the 
intervals in the new spectrum of 110 Hz are more densely stacked together relative to our 
original fundamental of 220 Hz. The figure below demonstrates this. The first and third 
columns feature the harmonic series of 110 Hz, and 220 Hz, respectively (all values for 
partials are presented in Hz), and the middle column features the addition of 110 Hz to 
the spectrum of 220 Hz. The partials of the middle column map on to the odd numbered 
partials of 110Hz, thus bringing the common partials of 220 down into a lower octave 
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relative to where they would occur naturally. For example, 550 Hz and 770 Hz are pitch 
classes C# and G respectively, and are the 5th and 7th partials of 110 Hz. These pitch 
classes would not occur on the spectrum of 220 Hz until 1100 Hz (C#) and 1540 Hz (G), 
but due to the compression of ½f, we hear them in a different register. 
 
Figure 2: Harmonic Series Comparison 
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Figure 3: Spectrogram of 220 Hz, 220 Hz + ½ f to each partial, and the summation.
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The sonogram above was generated using the Abelton Live9 program. This diagram 
shows the amplitude in decibels on the y-axis, and the frequency in Hz on the x-axis. 
Each peak on the graph is analogous to a partial of the specific fundamental. . The 
vertical lines beginning in the upper left corner at 100 show frequency, but since the 
graph is on an exponential scale, the intervals between the vertical lines increase in a non-
linear fashion. The first row shows the spectrum of 220 Hz, and the second row shows 
the spectrum of 220 +1/2 f. The third row shows the combination of the two. In the third 
row, the harmonic series is unnaturally compressed, resulting in a distorted sound.  
The reason we perceive A3 and A2 as being members of the same pitch class is 
that all the overtones present in A3 map on exactly to A2; the original fundamental 
becomes the new second partial, and one can build a harmonic series from there. The 
level of perceived consonance between two spectra is proportional to the overlap of the 
overtones; 1/2f, 1/4f and 3/2f will produce relatively consonant results, but more complex 
numbers will add a fair amount of dissonance to the mix.  Compression of the spectra at 
more complex intervals allows the composer to expand the pitch class collection beyond 
simply the partials of the open A string to create a much more rich and diverse language 
by creating a fundamentals at pitch classes other than A. This creates a wider range of 
colors when the different transformations of the A string spectrum are presented at once, 
or juxtaposed against and interpolated within each other.  
Throughout the work, there are many examples of this technique. At rehearsal 
letter B, the sampler keyboard contains a melodic fragment from a compressed spectrum, 
                                                
9 Abelton Live 9 Suite, Version 9.7.6. Computer Program, (2016). 
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while the cello plays the fundamental A. It is not necessary to reverse-engineer Harvey’s 
compositional process to find the exact level of compression. The fact that we see tightly 
packed chromatic segments in the sampler part tells us this is from a manipulated 
spectrum, and not the naturally occurring harmonics of the A string. The pitch 
information in the cello samples is still present; however, the samples have been heavily 
processed to sound very percussive, and have the usual sustain of the cello removed. 
Harvey further adds to the timbre by instructing the cello to alternate the sounding A3 
between the A and D strings while also changing bow placement. The sul ponticello 
moving to playing on the bridge will emphasize high partials and add non-harmonic 
elements to the mix, further emphasizing the differences between the two parts.  
 
Example 10: J. Harvey, Advaya 
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In a similar passage before rehearsal letter D, the roles are reversed. The pre-
recorded CD track features an A3 rich with overtones, while the cello is playing a series 
of quarter-tone trills. Note that the score in the bottom system of the following example 
does not attempt to convey all the sounds occurring in the pre-recorded track, but rather 
gives a graphic representation of certain salient elements for the performers to recognize 
and use to orient themselves.  
 
Example 11: J. Harvey, Advaya  
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This spectrally based harmonic approach also has a great deal of influence on the melodic 
content of the piece as well. Throughout Advaya, there is a recurring harmonic passage 
that serves as the basis for almost all of the melodic content of the piece. This passage is 
reminiscent of the omnibus progression found in 19th century Romantic music; here, two 
voices move in opposite directions before arriving at the fundamental, forming a 
chromatic wedge progression. This passage is Harvey’s “spectral omnibus”, which is 
manifested in several different ways over the course of the piece. 
 
Example 12: J. Harvey, Advaya. Rehearsal Letter CC: 
 
 
 
 
Looking at the intersection of melody and harmony in Advaya gives us a valuable 
insight into Harvey’s compositional philosophy. Traditionally, the two constructs exist in 
different aural dimensions; harmony is vertical and simultaneous, while melody is 
horizontal and relies on pitches ordered in temporal succession. Here they are inexorably 
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connected; Harvey blurs the lines between the two. Melody and harmony do not function 
here as two distinct elements, but rather as two ranges on a continuum where the 
influence of one is always present on the other. The harmonic series, which is a naturally 
occurring phenomenon, is the origin for all the melodic elements. The vertical and 
horizontal aspects of the music are both derived from a single source.  This plays into the 
overarching metaphysical concept of the piece by showing the unity of opposites and the 
transcendence of duality referenced by the work’s title.  
In addition to the pre-recorded cello sounds, Harvey also uses harmonizer patches 
to augment the live cello sound. The patches derive from a computer program which 
samples the live sound in real time, transposes it in two directions, and plays it back 
through the loudspeakers. The lag time is so small it is indistinguishable to human ears, 
and the output sounds as if it is happening instantaneously to the listener. The resulting 
sounds are parallel trichords centered around the live input from the cellist. There are 
many occasions where the intervals programmed into the harmonizer will result in 
harmonies from the spectral omnibus: 
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Example 13: J. Harvey, Advaya 3rd bar of B: 
 
 
 
 
 
 
 
 
 
In this example, the cello is playing the fundamental pitch, A3, while the 
harmonizer is transposing up 11 semitones and down 2 semitones, which results in the 
first dyad from the omnibus progression (G natural/G sharp). Thus the harmonizer patch 
adds another layer of integration to the music. The spectral omnibus does not appear in its 
complete form until quite late in the piece, but its intervals permeate the music via the 
harmonizer. Many of the harmonizer’s intervals are generated from the omnibus directly, 
and the cello A string functions as an axis of symmetry, as explained below. If one inserts 
A3 into the harmonizer intervals presented in the chart below, the resulting pitches can be 
seen to form the basis of the harmonic structure of the work. 
  
  30 
Figure 4: Harmonic Reduction of Spectral Omnibus: 
 
 
Visualizing the space as a space of partials, i.e. as a frequency space, not as a 
pitch space, the omnibus passage actually is symmetrical. The harmonizer in this case is 
adding and subtracting the same frequency number from the reference pitch of 220 Hz in 
a series diminishing until unison. Numbers above and below the notes in the figure below 
are standard frequencies for a 12-tone equal tempered system where A=440 Hz. Numbers 
between the staves are the difference with reference to A3 (220 Hz). Italicized numbers 
are calculated. Harvey is notating pitches in a quarter-tone equal-tempered tuning that 
most nearly approximates the resulting frequencies. The slight discrepancies between the 
transpositions result from rounding to the nearest quarter tone or semitone.  
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Figure 5: Symmetrical intervals in frequency space.  
 
 
 
A further investigation into the spectral omnibus and its constructs can help to 
elucidate structural elements of the piece that inform our discussion of the harmonic 
composition of Advaya. We have seen how the pitch content of Harvey’s music can exist 
at the intersection of intevallicism and spectralism, and melody and harmony. There are 
several important features of the omnibus progression that carry structural weight. First is 
the specific derivation of the pitch material from the overtone series of the cello’s A 
string. In the figure above, the specific partials of A are shown; however, they are 
interspersed with overtones from a D series as well. This can be explained in several 
ways without deviating from Harvey’s overarching statement that all the pitch content is 
derived from the spectrum of A3. The perfect fourth (i.e., D) does not occur naturally in 
the overtone series until the 21st partial above the fundamental, and it also deviates 
microtonally from the pure 4:3 ratio. Instead of inserting a new fundamental into the 
progression, I believe that Harvey is expanding and coloring the spectrum of A with its 
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sub-harmonic series. This imaginary series inverts the harmonic series; its intervals 
extend downward from the fundamental; thus D would be the third sub-partial. This 
explanation also resonates with the exploration and expansion of the cello sound, since A 
and D represent the first two open strings of the cello. In another possible reference to the 
physical structure of the cello, the first four notes in the bottom voice of the omnibus 
represent the open strings of the cello- C-G-D-A (this must be stretched slightly to 
accommodate the microtonal deviation of C). There are also motivic connections 
embedded within the contour of the lines in example 15. In both lines we see an E-F#-G# 
segment, and between those two segments, from the fourth through sixth notes, there is a 
passage ascending by semitone in the lower voice, and a passage descending by quarter 
tone in the upper voice. This represents the different kinds of intervallic space employed 
in the piece. The difference between the use of these two intervals bears structural 
significance, as Harvey often fills in the semitones with quarter tones to more densely 
saturate the chromatic space and enhance the dramatic effect of the music.    
There are also other ways in which the content of the harmonizer patches 
permeates the structure of the work. As discussed previously, the A string of the cello 
acts as an axis of symmetry around which the intervals of the omnibus are derived. Not 
all of the harmonizer intervals fit into this category, and I propose that they fall into three 
different categories with different functions. The first type of harmonizer patch Harvey 
uses is to saturate the chromatic space. In the example below, the cello is playing a 
quarter-tone trill which is further enhanced by the microtonal transposition of the 
harmonizer: 0.6 semitones up, and 0.7 semitones down. This saturation enhances the 
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dramatic effect of the music being played in a way the cello simply could not do on its 
own.  
 
Example 14: J. Harvey, Advaya 
  
 
The next type of harmonizer patch, which has already been described, is an interval 
derived from the spectral omnibus, where the intervals used represent distances above 
and below A3. Here the harmonizer function is to add another dimension to the harmony 
of the music. In the following example, we see melodic fragments of the omnibus 
recombined and rearranged in both the cello and sampler parts combined with the 
harmonizer on the live cello sound. At cue 14, the patch switches to +2.5,-3, which is 
derived directly from the dyad B quarter sharp/F sharp. Thus we perceive the interval 
both horizontally and vertically at the same time. The actual pitches are present here, 
while the harmonizers create parallel trichords at the intervals based around the axis of 
relation of A3, bringing both elements of the music together.  
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Example 15: J. Harvey, Advaya: 
 
 
 
The final type of harmonizer patch employed is centered around the perfect fifth, 
and has several different effects on the dramatic shape of the musical structure. The 
perfect fifth exists here in several different spaces simultaneously, and is manifested on 
the surface of the music in many ways. First, we may think of this interval in its most 
elemental sense, as the ratio of frequency between the third and second partials of the 
overtone series. From a broader perspective, we can also think of the perfect fifth in 
terms of interval class 5. Any perfect fifth, or its inversional equivalent, the perfect 
fourth, will fall into this category regardless of registral placement or absolute size; it is 
important to distinguish this level of abstraction from the surface of the music. Harvey 
plays with our perception of discrete pitches and intervals versus pitch and interval class 
in interesting ways, as demonstrated by the following example. Shortly before the 
dramatic climax of the piece at rehearsal letter V, the cello executes a double-stop trill 
that mimics the pre-recorded track (Example 16). The cello is also being augmented by a 
-2/+7 harmonizer patch. While the -2 transposition is not a member of interval class 5, 
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the +7 transposition is. Additionally, the resulting trichord from this patch shows deeper 
relationships. The set class of the trichord generated from any pitch inserted into this 
patch is (025), which is further a discrete subset of the set class of the cello’s open 
strings, (0257), which, of course, contains three instances of interval class 5. 
   In this example, the cello is playing a double-stop trill which forms a (0136) 
tetrachord. By transposing this harmony simultaneously down two semitones and up 
seven semitones, an eight-note pitch class collection is generated due to several of the 
notes mapping onto themselves. This chord is a member of the set class (01234679), 
whose complement is the (0136) tetrachord. Thus we can conceive of the (0136) as being 
simultaneously present and absent at the same time. Due to the addition of the 
harmonizer patches, then, the live sound is expanded to reveal larger structural 
connections.  
 
Example 16: J. Harvey, Advaya: 
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 Towards the end of the work, the perfect fifth is emphasized in a different way via 
the harmonizer. While the cello plays the open A in various rhythmic patterns, the 
harmonizer transposes up 12 and 19 semitones respectively.  The moving line on the third 
system of the example below indicates the dynamic level of the harmonizer, which is to 
be adjusted by the sound engineer during the performance. The transpositions here 
reinforce the second and third partials of A3. The first three partials of the A spectrum 
will sound at equal dynamic levels, giving the passage a greater feeling of structural 
weight.  
 
Example 17: J. Harvey, Advaya 
                                        
 
 
In addition to excerpts from the score for these examples, I will now present 
sonograms from various points in the piece to help to illustrate my points. It would be 
impossible to transcribe the sounds of the pre-recorded samples into traditional musical 
notation; we must scrutinize the sonograms to get an idea of the total output of sound 
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being generated. These examples were all created using the Audiosculpt10 application. 
They express three different parameters simultaneously. Elapsed time in seconds is 
shown on the x-axis; frequency in Hertz is shown on the y-axis; and amplitude is 
represented by brightness on a hot-cold scale. The more red-shifted a color, the stronger 
the amplitude; blue-shifted represents weaker amplitude.  
The following sonogram corresponds to the previous score example. The gap in 
the middle at 1240 seconds shows the decrease in volume in the harmonizer patch, and 
the spectrum on the right shows the reinforced harmonics of the cello’s A string. The 
horizontal green lines superimposed on the image are at intervals of 220 Hz. The 
spectrum on the left at 1236 seconds represents the A string without the harmonizer. 
When the transposition is added, strong red bands of frequency corresponding to the A 
string partials above 3500 Hz can be seen on the right at 1242 seconds. 
                                                
10 Audiosculpt, Version 3.4.5. Computer Software, (2018) IRCAM, Paris. 
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 Figure 6: Advaya, 1234-44 seconds
 
 
In addition to giving us insight into how some of the live processing works, the 
sonograms can peel back the curtain and let us peer into the basic building blocks of 
sounds used throughout the work.  Figure 5 represents the opening bar of the piece. The 
cellist is instructed to play a harmonic glissando from the highest point down to the open 
string while playing sul ponticello. This enables us to look at the partials both linearly 
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and vertically. Since the string has mirror symmetry, the harmonic glissando will not look 
like a straight line; higher partials will get repeated as the player transverses the length of 
the string. Mirror symmetry is a geometric property that applies to the harmonics of any 
string. The string is reflected around a bilateral axis, which coincides with the second 
partial of the string, whose ratio is 2:1. In other words, all harmonics share the same 
distance below the bridge to the mid-point of the string as above the nut to the mid-point 
of the string. This is demonstrated in the chart below. The x-axis here refers to the 
physical distance of the string, and the y-axis refers to the specific partials. A node is 
defined as the point on the string which is lightly touched to produce a harmonic. Here 
we can graphically observe the symmetry around the mid-point of the string. 
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Figure 7: Graphic representation of the harmonic nodes of a string.11 
 
 
 
 
We can now observe how the specific techniques affect the physical nature of the sound. 
Placing the bow closer to the bridge per Harvey’s instructions will result in stronger 
amplitudes of the higher partials. 
 
                                                
11 Fallowfield Ellen, Resch Thomas, “Harmonics”, Cello Map, Accessed 4/1/2018, 
http://www.cellomap.com/index/the-string/harmonics.html   
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Figure 8: Advaya, 2-17 seconds
 
 
The next example further demonstrates the effect of bow technique on the 
physical structure of the sound. This sonogram shows the transition from over pressure to 
the open A and back. The term over pressure describes a bow technique in which the 
player is instructed to exert a heavy downward force on the string relative to the speed of 
the bow to stop the string from resonating. This creates a very noisy, complex and 
unstable sound. The individual columns represent individual attacks which blur together 
to form a sustained scratch tone before the open A is heard in the middle of the excerpt. 
This also clearly shows the physical differences between harmonic and non-harmonic or 
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noise based tones. The scratch tones are dense clusters of sound centered on the low 
frequency range; the bands of red largely appear below 1000 Hz. At approximately 117 
seconds, the open A is very clear, as all the overtones pop out of the texture and also 
fundamentally change the timbre of the sound.  
 
Figure 9: Advaya, 112-120 seconds 
 
 
In the following example, I have provided a sonogram along with the 
corresponding score fragment. This example illustrates how Harvey blends the cello 
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sound with the pre-recorded electronics. The bands of frequency above 7000 Hz are the 
“high bells” described in the score, beginning at the 970 second mark, which is where the 
cello enters as well. Against this backdrop of high frequency information, Harvey 
instructs the cello, also playing in its highest register, to enter almost imperceptibly.  
There is so much activity happening in the same range as the cello that one cannot tell 
where the electronics end and the cello begins. At around 990 seconds, the melody of the 
cello becomes more active and can be seen emerging from the texture. 
 
Figure 10: Advaya, 960-1000 seconds 
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Example 18: J. Harvey, Advaya,  
 
 
My final sonogram demonstrates the effects of the harmonizer patches. There are 
three different harmonizers happening in this window: +1/-1 (248-255 seconds), -6.3/+1 
(255.5-261 seconds), and +0.6,/-0.7 (262-264 seconds).  The first and third harmonizers 
in this example result in densely-packed pitch clusters, but one can see as the frequency 
increases that the shape of the trichord emerges, and all three voices become discrete. For 
example, the first harmonizer, which begins at 248 seconds, is comprised of a dense band 
of frequencies just below 500 Hz, and around 1500 Hz, the separation of the parts 
becomes much more prominent.  The first held note is also marked molto vibrato, and the 
oscillations of the left hand are clear in the sonogram as well, beginning at 251 seconds. 
The middle harmonizer features a much wider range of transposition, which results in a 
different character as well.  
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Figure 11: Advaya 246-264 seconds 
 
 
Overall, we have seen many ways in which Harvey seamlessly integrates musical 
elements in Advaya. These elements may seem disparate on the surface, but with closer 
inspection they reveal themselves to be two sides of the same coin. Melody and harmony 
are inextricably linked, and the pre-recorded tracks, harmonizer patches, and live cello 
sound are all co-dependent musical agents that blend together to form a masterwork 
greater than the sum of their parts. Harvey’s music, which is thoroughly imbued with his 
spiritual and philosophical beliefs, strives to create a musical picture of enlightenment. 
Using the basic physical structures of the cello for the basis of all the sounds that occur 
gives us deeper understanding of how the cello can function. It is much more than just a 
resonating body, rather a source of endless inspiration.  
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CHAPTER 3: ADVAYA: PERFORMATIVE ASPECTS 
                                     
For the next section of the analysis, I will be focusing on issues relating to the 
performance and realization of Advaya. My aim is to provide insight into the specific 
aspects that go into the preparation of this piece and others like it, so that a performance 
will seem less intractable for cellists, performers and non-musicians alike. First, I would 
like to describe what led to my interest in Harvey’s music, and my research on this topic 
in particular. In the midst of my studies in graduate school, my interest drifted more and 
more towards the avant-garde and experimental side of the cello repertoire. The further I 
delved into this subject, the more I realized that there was a dearth of available literature 
on music written during my lifetime, and a glaring hole in the college and graduate-level 
curriculum. This inspired me to play as much contemporary music from the last few 
decades as possible, and to try to bring lesser-known works to a wider audience both 
within an academic context and without. During my time as a doctoral student at Boston 
University, I was fortunate enough to play in a master class given by the Arditti Quartet. 
We were asked to play Harvey’s second string quartet, as the Arditti was performing that 
piece as part of their tour through Boston. This was an eye-opening experience for me, 
and also my first taste of Harvey’s music. I was immediately struck by Harvey’s 
aesthetics, his uncompromising modernism with a penchant for beautiful lyrical 
melodies. Also present in the music was his extraordinarily clever writing for the cello. 
There were many sounds and techniques I had never encountered before which were all 
very intuitive and integrated seamlessly into the fabric of the music. All of this, combined 
  47 
with my discussions with Irvine Arditti and Lucas Fels (the first violinist and cellist 
respectively of the quartet) about Harvey and his music, led to me to an exploration of all 
Harvey’s music for cello and Advaya specifically.  
In the following section, I will discuss the specific challenges in realizing the 
score of Advaya, from a technical, practical, and interpretive vantage point. Upon first 
gazing at the score, one is met with a long list of technical requirements. If one is not well 
versed in operating the respective pieces of equipment involved, the task of playing this 
can seem quite daunting. The rapid changes in music technology over the last quarter-
century have made realizing the electronics much simpler than ever before, however. All 
the pre-recorded tracks and live processing are now contained within a single program for 
Max/MSP, which is a computer programming language used for music and multimedia. 
This program has become the industry standard for composing and performing interactive 
electroacoustic music. In 1994, when this piece was composed, the pre-recorded music 
was stored on individual CD tracks, and the live processing effects required state-of-the-
art technology. In the period shortly after the piece was composed, it is very likely that 
one would have had to work with the composer directly or with a highly specialized 
sound diffusionist for a successful performance. Due to the proliferation of digital music 
technology, this music has become much more accessible, and the technical equipment 
needed can be easily obtained in 2018. Once the technical challenges have been 
understood, we can then turn our focus instead to the notated music.  
 From my experience as a performer, one of the first things I do when 
encountering a new piece of music is to attempt to conceptualize the sound of the piece 
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intellectually, away from the instrument. This presents us with several challenges in the 
case of Adyava, however. All of the sounds that occur are sourced from the cello in both 
the pre-recorded and live iterations, but the score does not give an accurate account of the 
total sound occurring at one time, since it would be impossible to represent that in 
traditional music notation. Instead, we must deconstruct the sounds used by Harvey into 
their basic building blocks to help to build a conceptual framework of the piece. This also 
means that we must revisit the traditional idea of what role the cello plays. Does it 
function as the protagonist in a musical drama, or is it simply a resonating body for the 
composer to build a sonic framework? The answer to that question lies somewhere in the 
middle of the two options. Harvey is building a meta-instrument of sorts, and generating 
a new sound world from the ground up, beginning with basic elements derived from the 
physical structure of the cello. Harvey is not the first to do this, and there are several 
examples from the cello literature that can help to contextualize.  
 The idea of reinventing the cello has precedent that dates back to 1969 with a 
piece for solo cello titled Pression, by Helmut Lachenmann. In this piece, Lachenmann 
pioneers a compositional technique called musique concrète instrumenale, which seeks to 
bring the sound of electronic music into the acoustic realm. The tuning is radically altered 
as well; the A string moves down to F, D down to D flat, and C down to A flat. This 
fundamentally alters the resonance of the cello, and removes it from the accumulated 
hubris of the Romantic tradition. Another example of transforming the instrument can be 
found in Lux Animae (1996) by Horatiu Radulescu. Again we find a substantial tuning 
change, but here the open strings are tuned to specific partials of a single spectrum. The 
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strings are tuned (from low to high) to B, E, D, and A quarter-sharp, which represent the 
3rd, 4th, 7th, and 11th partials of E0. Radulescu’s music also features tightly controlled 
improvisation, in which several parameters of the music are in constant flux. The cello 
here functions as a resonator which catches the overtones of a low fundamental that exists 
right on the edge of human perception. Both of these composers’ aesthetics are much 
different from Harvey’s, but the common thread between them all is the exploration of 
new sonic territory for the cello, which is essential to our understanding of Advaya.  
 In addition to understanding the basic concepts behind the piece, there are also 
practical matters to attend to as well such as the coordination of the various parts. 
Essentially, this is a piece of electronic chamber music, and the cellist must interact with 
the keyboardist and sound engineer as if performing a trio. There are several aspects to 
Adyava that can be quite disorienting for the performer. For example, there are many 
passages where the sounds programmed into the sampler keyboard do not match the 
notated sounds in the score. This is done partially out of necessity; the keyboardist simply 
needs to know which key to depress, and is not thinking in terms of discrete pitches. 
From the point of view of the cellist, it becomes very difficult to discern where the pre-
recorded tracks end and the live sounds begin. At the very end of the piece, the notes 
printed in the sampler part are all directly mimicking the live cello sounds. 
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Example 19: J. Harvey, Advaya 
 
 
The printed C# in the third bar of the sampler part is not a C# at all; rather, it is pre-
recorded reverberation of the A. This, combined with the left hand pizzicato in the cello 
(indicated by the plus sign), gives the illusion of a sustained note after the attack. Also in 
the final gesture, the chords in the sampler are not chords either; they are samples of a 
ricochet bow which are completely unpitched. The cello plays an unpitched, noisy tone as 
well. After the sampler cuts off, we end the piece the same way we began; with a wisp of 
sound in the cello’s highest register. All of these intricacies between the cello and the 
electronics are essential for the performer to be aware of during the rehearsal process.  
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 Harvey expands upon the sonic landscape of the cello in many ways via the 
electronic aspects of the piece. However, I would now like to focus on the range of 
techniques used in the live cello sound. I have made several short videos demonstrating 
some of the sounds from Advaya. The links to these videos can be found in the appendix. 
There are several right-hand techniques used throughout the piece that must be executed 
carefully to achieve the desired effect. The techniques of molto sul ponticello and over 
pressure were certainly not new ideas at the time this piece was written; however, these 
sounds carry structural importance throughout the piece. As was discussed in the 
previous chapter, molto sul ponticello will emphasize the higher overtones of the 
spectrum and imitate a sound that has been electronically processed. Within the over 
pressure sound there are many gradations of timbre, and being able to control the subtle 
differences with both the arm and the bow will lead to a more successful performance. 
Within the piece, there are several passages where Harvey instructs the cellist to 
transition from single, short unpitched sounds to a much more sustained noise-rich 
texture and back again. This takes refined control of the bow arm. In order for the string 
to produce a non-harmonic scratch tone, the cellist must find a specific balance of arm 
weight and bow speed. Too much speed, and the pitch of the open string will come 
through; too much weight on the string will result in the bow stopping on the string, 
which will inhibit the player’s ability to draw it across the string evenly. These 
techniques, with narration, can are illustrated in videos 1, 2, and 3. 
 Along with introducing non-pitched elements with a variety of bow techniques, 
Harvey uses subtle variations in timbre to add to the color palate of the work. As 
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demonstrated in Video 3, there are three different types of pizzicato used on the 2nd 
partial of the A string: left-hand pizzicato, right-hand pizzicato with fingernail, and right-
hand pizzicato with fingertip. The fingernail pizzicato will add a sharper attack to the 
note, and the difference in left-hand versus right-hand pizzicato will be evident to the 
listener due to the location of the plucking finger on the string. The left hand must lightly 
touch the string at the proper node to get the harmonic to speak, and with the middle or 
ring finger must also pluck the string. This will result in a tinnier sound relative to the 
right-hand pizzicato, since the plucking finger is so much closer to the point where the 
string is stopped. In addition to the A string pizzicato, Harvey adds a non-pitched 
percussive sound via the fingers of the right hand tapping on the body. This is meant to 
imitate the sound of the tabla, a traditional Indian percussion instrument, which is also 
played with the fingertips. It is important to find a spot on the cello for the body 
percussion that will project and have enough resonance. This will vary slightly from 
instrument to instrument, and the best spot can be easily determined with a small amount 
of trial and error. My recommendation is to place the right hand below the right f-hole, 
centered between the tailpiece and side bout of the cello. Avoiding proximity to the bass 
bar (located underneath the right foot of the bridge), and the side bouts of the cello gives 
the best chance to maximize resonance of the instrument.  
 Harvey extends the timbral variations of the cello A string to arco effects as well. 
This is evident in a dramatic passage towards the end of the work that is detailed in Video 
4. This section combines several elements we have seen in previous passages: expansion 
of the A string sonority with the use of molto sul ponticello and noise-based sounds; 
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rhythmic intensity; and percussive sounds. There are numerous challenges to the 
performer involving coordination of all the tone colors in this passage. The performer 
must alternate between unmeasured tremolos and specific rhythms while varying the 
contact point of the bow on the A string between the normal position and different 
degrees of sul ponticello. This is also combined with left-hand pizzicato and alternating 
between the open A string and the stopped A on the D string. All of these elements must 
be integrated seamlessly to make this passage effective. The performer is also playing 
with a pre-recorded track in this section, so there is no room for tempo flexibility. As was 
discussed previously in Chapter 2, the harmony of the A string carries a large amount of 
structural weight in Advaya. It is crucial to faithfully execute the timbral differences of 
the A in order to bring the deeper-level harmonic connections to the surface of the music, 
and to present the full range of tone colors of the cello to the audience.  
 The final video (#5), details one of the most harrowing yet rewarding passages 
from the point of view of the performer. This melody occurs in the “altissimo” register of 
the cello that was previously discussed in Curve With Plateaux and String Quartet No. 2 
in Chapter 1. This melody inhabits the range past the edge of the fingerboard; for cellists, 
this is normally terra incognita. Due to the fact that the notes are extremely close 
together in this range, the familiar hand shapes that cellists use to orient themselves are of 
no use. Instead, one must discover how to transition from one note to the next by simply 
rotating the finger. Also, because of the extreme register, the string is considerably 
shortened, which presents difficulties for the right hand as well. One must use a delicate 
bow with very light pressure. The sound is so fragile that any excess downward pressure 
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will cause the sound to break. Once all these techniques have been carefully practiced, 
the result is an incredibly beautiful, ethereal sound that blends perfectly with the 
surrounding electronic sounds.  
In conclusion, my study of Harvey’s cello music and Advaya in particular has led 
to some fascinating discoveries and insights. My hope is that his music becomes more 
widely  played and well known throughout the United States. His music is especially 
useful for a string player who is looking to branch out into the world of contemporary 
performance practice, as Harvey always maintains his connection to lyricism no matter 
how experimental the aesthetic becomes. From the point of view of a cellist, I believe 
that Harvey’s music should be placed in very high regard. Very few composers capture 
the intricacies and nuances of writing for cello, and his music does so in a seamless and 
refreshing way. Through my studies and performance of Advaya, I have learned a great 
deal about myself, my own instrument, how it functions, and the spiritual dimensions of 
the music that open up once a deeper understanding is obtained.  
 
“Music is in some sense a picture of wisdom. It is even an explanation, in that it shows 
rather more clearly than words the will’o’-the-wisp quality of reality. Music shows us 
how mind works. We see forms building in ‘mental space’, fine forms in Beethoven and 
Boulez; and (at varying degrees of consciousness) we see they are ultimately 
emptinesses, kept in memory in our minds, Nothing is what its seems; it seems “real” but 
it is a mere projection of the mind. What seems to be is nothing, as it turns out. Music 
explains that everything is shifting between two levels. We love some music because it 
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presents us with a representation of illusions seen through- we comprehend musical 
entities as the projections the really are. We project on to the sounds, and realize that we 
are projecting onto the sounds. That seeing of the double nature of sounds is exactly 
parallel to, or even the same as, wisdom, which sees the double nature of 
conventional/ultimate reality. It brings liberation.”12  
  
  
                                                
12 Harvey, Jonathan. (2013). Music, Ambiguity, Buddhism: A composer's perspective. 
279-304. 
  56 
APPENDIX: 
 
Video #1: https://www.dropbox.com/s/8j6xytdodbdrrhm/Excerpt%20%231.mp4?dl=0  
 
Video #2: https://www.dropbox.com/s/jk97wunth5zywo4/Excerpt%20%232.mp4?dl=0 
 
Video #3: https://www.dropbox.com/s/gzfoswtxbwfmchq/Excerpt%20%233.mp4?dl=0 
 
Video #4: https://www.dropbox.com/s/7dnu8jr627141f0/Excerpt%20%234.mp4?dl=0 
 
Video #5: https://www.dropbox.com/s/01ebpenywq6g9u3/Excerpt%20%235.mp4?dl=0 
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